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Abstract 
 
 
 
 
It is thought that phobias are caused by a fear of the unknown and can be overcome 
by self-help learning resulting in better understanding.  Observation and scientific 
investigation have been used to create a body of artwork for the purpose of helping to 
desensitize people who suffer from arachnophobia. 
 
Field trip collections, photography, printmaking and installations have been used to 
capture, explore and create visual artworks that have been designed to highlight fact-
based features of spiders and their webs. 
 
The works feature decorated actual spider webs, captured with techniques developed 
during the study, on monoprint backgrounds which suggest the Australian landscape 
and nature.  They also include an extensive photographic collection (including 
photographs of simulations) and novel use of acetates for display and the purpose of 
achieving special shadowing effect. 
 
The underlying aesthetics of natural forms, web decoration, complexity, pattern, 
emphasized to create a body of work have a parallel underlying narrative dialogue 
which is intended to educate, fascinate and intrigue. 
 
The collection of works and exhibition has been given the title ‘Thread of Truth’ 
which combines the subject matter and indicates that the works illustrate factual 
information. 
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Chapter 
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Context and Purpose 
 
 
 
 
Arachnophobia is an irrational fear of spiders1, a fear of the unknown, a 
phenomenon that is very common in Australia, America and Britain where it is 
estimated that 50% of women and 10% of men have, to some degree, a fear of 
spiders2,3. This phobia can cause strong anxiety reactions such as sweating, increased 
heart rate, breathing difficulties, fainting and paralysis, and can be so severe that they 
disrupt the life of the sufferer and require professional treatment.4
 
Generally, phobias are an irrational obsession and may result from a childhood 
incident, or from parental conditioning. There may also be cultural reasons. In 
Europe, the phobia traces back to the Middle Ages when spiders were considered to 
be messengers of the black plague and death, and their bites were thought to cause 
many diseases4.  This contrasts with some non-European cultures, which believe 
spiders to be symbols of good luck or wisdom. The phobia can be re-enforced by 
popular horror or science fiction films such as Tarantula or Arachnophobia. 
Treatments for arachnophobia have ranged from systematic desensitization, aversion 
or cognitive-behaviour therapy, including shock treatment, through to use of new 
                                                 
1 Dorland, Dorland's Illustrated Medical Dictionary, 26th ed. Philadelphia. USA: W.B. Saunders 
Company. (1994). 
2 Hillyard, Paul, The Book of the Spider, 2nd ed. United Kingdom: Pimlico. (1996). 
3 "Arachnophobia" July/Aug 1998 [cited 14 July 2003]: available from 
http//wildnetafrica.co.za/wildlifearticles/zoologic/1998/arachnophobia/html. 
4 Davey, Graham C.L., "Historical and Cultural Causes of Arachnophobia" [cited 14 July 2003]: 
available from http://www.insecta-inspecta.com/culent/arach/. 
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virtual reality (VR) programs.5  Norman, Ellen and Burrows6 report that drug 
therapies are not useful for specific phobias such as arachnophobia and are of the 
opinion that such anxiety disorders are best treated with cognitive-behaviour therapy 
which incorporates a range of verbal interventions and behaviour modification 
techniques with the aim of correcting habitual errors in thinking.  Cognitive behaviour 
therapy is based on the premise that an anxious person interprets certain situations as 
dangerous, causing anxiety symptoms and a desire to escape.  Therapy consist of 
graded exposure (to feared situations) and relaxation techniques but requires special 
training of the therapist and repeated consultations with the patient. 
 
Paul Hillyard, Director of Entomology, Natural History Museum, London, in “The 
Book of the Spider”, (1996) suggests, “the best form of self-help is to learn about 
spiders and to know that they are essentially innocent. Arachnophobia is a fear of the 
unknown. It helps greatly to be able to predict their habits based on a true 
understanding of their behavior and capabilities”.7
 
In line with Hillyard’s suggestion, museums and zoos have been attempting to 
increase the image and understanding of invertebrates including spiders.  The “Bugs 
Alive” Exhibition at the Museum of Victoria and a biweekly radio segment with 
Patrick Honan8, Zoo Keeper in Charge of Invertebrates at the Royal Melbourne Zoo 
on Radio Australia, 774 ABC Melbourne, are recent initiatives in this regard.  
Initiatives such as these have been strongly supported in the literature9, ,10 11. 
 
In this study, it is suggested that an alternative to the approach used by museums and 
zoos may be education through visual art.  It will be argued that such an approach 
                                                 
5 Terbeek, Sean, "Arachnophobia" [cited 14 July 2003]: available from http://www.insecta-
inspecta.com/culent/arach/. 
6 Norman, Trevor R, Ellen, Steven R, and Burrows, Graham D, "Benzodiazepines in anxiety disorders: 
managing therapeutics and dependence." Medical Journal of Australia (1998).p.33.[cited 20 June 
2003]; available from http://www.mja.com.au 
7 Hillyard, The Book of the Spider.p.14 
8 Communication, Patrick Honan, Zoo Keeper in Charge of Invertebrates, Royal Melbourne Zoo, 17 
September (2004) 
9 Yen, Alan L., "The role of museums and zoos in influencing public attitudes towards invertebrate 
conservation," in Perspectives on Insect Conservation, ed. K.J. Gaston, T.R. New, and M.J. Samways 
Andover, Hampshire, U.K.: Intercept Ltd, (1993).pp213-229 
10 Meehan, Carolyn, "Education: Improving the Image of Invertebrates", The Victorian Naturalist 112, 
no. 1 (1995).pp.60-61 
11 Kellert, S.R., "Values and perceptions of invertebrates", Conservation Biology 7, no. 4 
(1993).pp.845-855 
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might present spiders in a positive, unthreatening way, using the underlying aesthetics 
of natural form, decoration, complexity, pattern, fractals and chaos, light and colour, 
design and symmetry.   
 
An extensive search has been undertaken to determine what other works have been 
undertaken in visual arts with an objective of assisting with desensitization of people 
who suffer from arachnophobia specifically and phobias in general. Internet searches 
using the Google search engine revealed four hits for the word string 
arachnophobia/visual art/desensitization, none of which was relevant to this study.  
The word string phobias/visual art uncovered 84 hits relating to people undertaking 
visual art (art therapy) to assist in overcoming phobias.  The word string 
exhibition/phobias revealed 3,390 hits, however these predominantly related to artistic 
depiction of phobias generally rather than arachnophobia specifically. 
 
Virtual reality is a form of visual art and is being used in exposure therapy to treat 
arachnophobics.12  Virtual reality involves the simulation of a real or imagined 
environment that can be experienced visually in three dimensions and that may 
additionally provide an interactive experience visually in full real-time motion with 
sound, and possibly with tactile and other forms of feedback.13  In treatment for 
arachnophobia patients wear a VR helmet or glasses and a virtual reality glove.  A 
computer-generated spider moves across the screen, and the patient sees it as a three 
dimensional spider.  The patient moves the hand closer to the image of the spider until 
experiencing the feeling of a spider crawling across the hand.   
 
The conclusion gained from the internet searches that studies in visual art have not 
been undertaken to assist in desensitising people who suffer from arachnophobia, or 
other phobias, was further supported by enquiries to curators at National Gallery 
Victoria,14 Darren Knight Gallery, Sydney15 and the Sydney16 and Melbourne 
                                                 
12 Azucena, Garcia-Palacios, Hoffman, Hunter G, See, Sheree Kwong, Tsai, Amy, Botella, Cristina., 
"Redefining Therapeutic Success with Virtual Reality Exposure Therapy", CyberPsychology & 
Behavior 4, no. 3 (2001).pp.341-348 
13 Roy, Stephane, "State of the art of virtual reality therapy (VRT) in phobic disorders", PsychNology 
Journal 1, no. 2 (2003).pp.176-183 
14 Communication, Jason Smith, Curator, Contemporary Art, National Gallery Victoria, September, 
(2004)  
15 Communication, Darren Knight, Curator, Darren Knight Gallery, Sydney. Phobia Exhibitions, 
Spiders used in art, 2 September (2004)  
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Museums. 17  There was a general awareness of artists using spiders in their artwork       
but none for the purpose of helping people who experience arachnophobia to reduce 
their fears. 
 
Spiders and their webs have featured positively and negatively in the mythology, 
symbolism and art of many cultures throughout history.  There has been a continuing 
fascination based around the ability of the spider to weave a web and its patience and 
industry.  In an overview on spiders in mythology, Buffie Johnson observes that “As a 
goddess of fate, she weaves her home from her own body and spins the thread of 
life”.18  In some cultures, spiders were associated with the feminine attributes of 
fertility, magic and witchcraft.  As a friend of human kind she provided a protection 
against stinging and grain eating insects19 (see fig.1)  and features prominently in 
pottery of the North American Indians20,21 (see figs.2 and 3) as a creator or teacher of 
weaving.  In other cultures spiders are depicted as a negative feminine power, a 
devouring ogress, 22 a trickster or clever and malignant male. 
 
Spiders were important clan totems for a number of Australian aboriginal tribes as is 
indicated in rock art (approx 1200 A.D.) in Arnhem Land.23
 
In more contemporary times, apart from illustrations and photographs in scientific 
publications, spiders and their webs have mainly been used in visual art for 
symbolism, most commonly for feminity, friendship, motherhood, industry, patience 
and persistence.  However, some of the web works have been overtly created simply 
to fascinate and show their beauty.  Interestingly, negative images of spiders appear 
mainly confined to the moving image and comic book industry.  Spider images are  
                                                                                                                                            
16 Communication, Graham Millege, Australian Museum, Sydney. Australia, (2003) 
17 Communication, Dr. Ken Walker, Luke Simpkin, Allan Henderson, Museum Victoria, Melbourne, 
April (2003) 
18 Johnson, Buffie, Lady of the Beasts New York: Harper Collins. (1988).p.210. 
19 Unknown, Veneration of the Spider, Uruk, Iraq: Courtesy of Musee du Louvre, Paris, (3000 B.C.). – 
See Illustration No.1. on p.5. 
20 Unknown, Shell gorget incised with spider design found near Moccasin Bend., Hamilton County, 
Tennessee.: Courtesy of Museum of the American Indian, New York. – Illustration No.2. on p.5. 
21 Unknown, Mimbre bowl showing vinegarone [spider], American Southwest: Courtesy of Western 
New Mexico University Museum, (900-1150 C.E.). – See Illustration No.3. on p.5. 
22 Johnson, Lady of the Beasts.p.213. 
23 "Spiders in Aboriginal art" Australian Museum, 2002 [cited 17 September 2003]: available from 
http://www.amonline.net.au/spiders/culture/aboriginal_art.htm. 
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Figure 2. 
 
Unknown, 
Shell Gorget incised with  
Spider design. 
 
Figure 1. 
 
Unknown,  
Veneration of the Spider, 
(3000 B.C.) 
 
 
[IMAGES 1-3 REMOVED] 
 
        
 
 
Figure 3. 
 
Unknown, 
Mibre bowl showing 
Vinegarone [spider] 
(900-1150 C.E.) 
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also evidently used in body tattoo as a gang or cult symbol with the intention of 
causing fear.24
 
Visual art incorporating spiders and their webs appears in most visual art mediums.  
L’Industria (o Dialettica) by Paolo Veronese,25 (see fig.4) a decorative Renaissance 
period painting relating to the legend of Arachne, shows a healthy youth holding in 
awe a web containing a spider and brilliantly portrays industry. 
 
The Smiling Spider26 (see fig.5) and The Crying Spider27 (see fig.6) by Odilon Redon  
give the spiders unthreatening character and facial expression which encourages 
friendship and sympathy, as does Garth Williams in his illustrations of Charlotte in 
the book and film ‘Charlotte’s Web’28 (see fig.7).  The bizarre image of an eye with 
spider’s legs by Salvador Dali, Untitled29 (see fig.8) strangely gives the spider 
personality and humour.  Ode a Ma Mere30 (see fig.9) is a series of nine etchings of 
spiders by Louise Bourgeois, created as an ode to her mother who was a tapestry 
weaver.  She used the spider to symbolize her mother who she described as 
“deliberate, clever, patient, soothing, reasonable, dainty, subtle, indispensable, neat 
and useful as an araignée31 who could also defend herself and her daughter”.32  Other 
works by Bourgeois, Hairy Spider33 and Spider34 and Maman,35 (a ten metre high 
spider with a ten metre leg span which has been displayed in many major world cities) 
portray the spider in an equally sympathetic way. 
                                                 
24 "Gang Tattoos: Signs of Belonging and the Transience of Signs" 2004 [cited 15 September 2004]: 
available from http://www.shutitdown.net/gangtattoos/. 
25 Veronese, Paolo, L'Industria (o Dialettica), Ducale Palace, Venice, Italy, (1575).- See Illustration 
No.4. on p.7. 
26 Redon, Odilon, The Smiling Spider, Paris, France: Musse du Louvre, (1881).- See Illustration No.5. 
on p.7. 
27 Redon, Odilon, Crying Spider, Private Collection [The Netherlands], (1881).- See Illustration No.6. 
on p.7. 
28 White, E.B., Charlotte's Web, ed. Illustrator Garth Williams Middlesex, England: Hamish Hamilton. 
(1952).- See Illustration No.7. on p.8. 
29 Dali, Salvador, "Untitled" Private collection, 1944 [cited 14 September 2003]: available from 
http://www.prints-n-ephemera.com/fine_art/Dali.jpg.- See Illustration No.8. on p.8. 
30 Bourgeois, Louise, Ode a ma Mere, New York: edition 45 signed and no., (1995).- See Illustration 
No.9. on.p.8. 
31 Seven Language Dictionary, French/English, ed. David Schumaker New York: Avenel Books. 
(1978). (araignée means spider).p.128 
32 Sischy, Ingrid, "Interview with artist Louise Bourgeois" Procuniar Workshop, 1997 [cited 1 July 
2004]: available from http://www.procuniarworkshop.com/home/index/article/26.html. 
33 Bourgeois, Louise, Hairy Spider, New York: Harlan & Weaver, (2001). 
34 Bourgeois, Louise, Spider, Springfield: Springfield Art Museum, (1995). 
35 Bourgeois, Louise, Maman, Courtesy of Cheim & Read, New York, (1999). 
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Figure 4. 
 
Veronse, 
L’Industria,  
1575 
150 x 330 cm. 
Ducale Palace, Venice 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
[IMAGES 5-6 REMOVED] 
 
 
 
 
 
 
 
 
 
Figure 6. 
 
Redon, The Crying Spider, 
1881. 
49.5 x 37.5 cm. 
Private Collection. 
The Netherlands 
Figure 5. 
 
Redon, The Smiling Spider, 
1881. 
49.5 x 39 cm. 
Musee du Louvre, 
Paris 
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 Figure 7. 
 
Williams. G. 
Charlotte’s Web,  
1952, 
book cover photograph, 
Aust: Puffin Books 
(U.K: Sagittarius and  
Hanna-Barbera Film) 
 
 
 
 
Figure 8. 
 
Dali, Untitled, 
 1944, 
Pen and Indian Ink on 
Letter tablet paper. 
Private Collection. 
USA.
 
 
 
 
 
 
 
The web has provided inspiration for many artists and non artists in search of symbols 
and formal motifs.  Its appearance in one form or another is very common.  Even the  
Figure 9. 
 
Bourgeois, L. 
Ode a Ma Mere, 1995. 
12” x 12” 
drypoint etching 
Barbara Karkow Gallery, 
Boston. 
 [IMAGES REMOVED] 
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World Wide Web is named in homage to the industrious arachnid.  Some artists have 
pursued the web for its sheer beauty and fascination.  Vija Celmins has a reputation 
for being intensely obsessed with natural phenomenon and has worked extensively in 
art with spider webs and night skies.  Her works Web# (see fig.10), Web#3 in drypoint 
and Web#436 in charcoal on paper are works of stunning beauty.  Summer Sampler37 
by Pae White epitomizes her skills as a designer and artist to produce strikingly 
coloured works imprinted with one or more spider webs. 
 
Representations of webs and spiders have been used extensively in assemblage, 
sculpture and textile art,38,(see fig.11) 39, ,40 41 (see fig.12) sometimes perhaps with 
psychologically sinister undertones as in Midnight42 by Louise Weaver. 
 
Spiders and webs have also been used throughout history in decorative jewellery.  An 
excellent example is Spider in a Web Pin.43(see fig.13)  The obvious willingness of 
people to wear such decoration throughout the ages indicates a non-threatening 
affinity with spiders and webs and recognition of their natural beauty. 
 
Numerous collections of drawings, photography and art appear in entomological and 
ecological scientific publications.44, ,45 46  These works attempt to give an accurate and 
                                                 
36 Clemins, Vija, Web#2,#3,#4, New York: Courtesy McKee Gallery, (2001).- See Illustration No.10. 
on p.10. 
37 White, Pae, Summer Sampler, New York: Courtesy Green Grassi London, neugerriemschneider, 
Berlin, (1998). 
38 Bourgeois, Louise, Spider Home, New York: University of South Florida, Tampa, (2002).- See 
Illustration No.11.on p.10. 
39 Yarinkura, Lena, Spider in a Tree at Bulakadaru, Northern Territory: NGV Foundation, Victoria, 
Australia, (2003). 
40 Calder, Alexander, The Spider, Dallas, Texas: Ramond and Patsy Nasher Collection, Dallas. USA, 
(1940). 
41 Mein, Annemieke, Fallen Red Gum Log [1982], Victoria, Australia: Private Collection, (1992).- See 
Illustration No.12.on p.11. 
42 Weaver, Louise, Midnight, Sydney, Australia: Courtesy of Darren Knight Gallery, Waterloo, 
Australia, (1998). 
43 Unknown, Spider in a Web Pin, China: Metropolitan Museum of Art, New York, (17th Century, 
Ming period).- See Illustration No.13.on p.11. 
44 Brunet, Bert, The Silken Web.  A natural history of Australian spiders, 2nd ed. Sydney, Australia: 
Reed New Holland. (1998). 
45 McKeown, Keith C, Australian Spiders, 2nd ed. London: Augus and Robertson. (1952). 
46 Insects and Spiders, ed. Dan Bickel San Francisco: Fog City Press. (2002). 
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Figure 10. 
 
Clemins, V. Untitled 
(Web #2), 2000. 
Mezzotint copper 
Plate printed on  
Hahnemuhle paper. 
 
 
[IMAGES  10-14 REMOVED] 
 
 
 
 
         
 
Figure 11. 
 
Bourgeois. L.  
Spider Home, 2002. 
Cast bronze spiders  
and fly. 
Art Chicago, Chicago. 
Figure 12. 
 
Mein, A. 
Fallen Red Gum Log, 
1982. 
Victoria. Australia. 
P i t C ll ti
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Figure 14. 
 
Williams, F. 
Spiders,  
57.0 x 76.0 cm. 
National Gallery, 
Victoria. Melbourne. 
 
 
 
 
 
 
 
 
 
 
Figure 13. 
 
Unknown, 
Spider in a Web Pin, 
Adapted from 17C 
Chinese hair 
ornament.   
The Metropolitan 
Museum of Art,  
New York. 
 
 
detailed description of spiders and webs for identification and information purposes 
and further investigations.  The drawings and artwork in these publications are often 
of extremely high quality but the requirement of accuracy prevents the input by the 
artist which makes art different to natural photography or scientific illustration.  This 
difference is well demonstrated in Spiders47 (see fig.14) by Fred Williams which is a 
similar type of painting or artwork by an artist not constrained in the same way as a 
technical illustrator. 
 
Despite the enormous number of works of art which feature spiders and webs, apart 
from an exhibition on spider webs by Pae White,48 exhibitions of artworks by artists 
depicting their impression of phobias,49, ,50 51 and a group exhibition featuring 
invertebrates as in ‘Spiders and Flies’,52 works of art which portray spiders and webs 
sympathetically and positively appear to usually be exhibited individually with works 
on other subject matters.  The intention of this study is to provide a collection of work 
to give an understanding of spiders and webs and enable arachnophobics to efficiently 
assimilate positive information on spiders to help overcome their fear. 
                                                 
47 Williams, Fred, Spiders, Melbourne, Victoria: National Gallery of Victoria, (1979).-  See Illustration 
No.14.p.11. 
48 Gallery, 1301PE, "Pae White Web Samplers and Bahee Clock Village 7/11/01-21/12/01, 2001" 
[cited 16 March 2003]: available from 
www.artnet.com/ag/fineartdetail.asp?gid=2&cid=10859&wid=92310&page=1&gro... 
49Siewek, Joe, "Phobia 2000 Exhibition" Columbia College, 2000 [cited 30 September 2003]: available 
from http://www.ccchronicle.com/back/2000- 11 -27arts/arts1.html.  
50 Meyer, Mike, "phobia" 2000 [cited September, 2004]: available from 
http://www.inartlab.com/meyer/phobia/. 
51 Kittler, Doris, "Abatement of the Siberian cockroach-phobia 
Exhibition #15, 18 March-21 April 2004" [cited]: available from 
http://www.monochrom.at/blattoptera/englis-version.htm. 
52 Allen, Ruth, "Spider & Flies 
newcontemporaries, 5/12/2003-1/2/2004" Artnews, 2003 [cited 2 September 2004]: available from 
http://www.artnews.com.au/details.php?e=324. 
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 An extensive body of scientific knowledge exists on spiders and their webs, and this 
will be used to give further depth to the visual representations. Microscopic details of 
the structure of the spider’s web has allowed the artistic development of characteristic 
patterns, and the fluorescence behaviour of the strands has suggested the use of 
ultraviolet light to enhance the range of colours used in the artworks.  At the local 
level, spiders and their webs exist in diverse backgrounds of nature and the Australian 
landscape, and bring to the project designs, colours and camouflage that reflect our 
rural environment. 
 
This study uses a combination of field observation, results of scientific investigation 
and myths and legends and conceptualizations to produce works of art, which are 
intended to educate and fascinate the viewer and to show spiders and their webs as 
things of intrinsic beauty that can be appreciated, admired and understood. It is a part 
of the thesis that the spiders’ natural forms, colours, designs and symmetry lend 
themselves to the production of artworks, and it is proposed that these works might 
help people to overcome their arachnophobia. 
 
The art works predominantly feature webs and use the natural silk threads during 
various phases of the life cycle of the orb-weaver spider. In one phase, the Master 
Weaver53 spins webs and may use different coloured silk which may reflect 
ultraviolet light to help attract prey. In another phase silk is also used to build egg 
sacs, and, later, spiderlings ‘balloon’ on fine silk threads to disperse on gentle breezes.  
Microscopic studies show the use of complex silk thread coils in webs that absorb 
physical shock from the environment, and also reveal that beading is used on silk 
thread to make sections of a web sticky to catch prey. Each of these elements is 
developed in the artwork to highlight and display the intricacies of the world of the 
spider. 
 
Field trip collections, photography, painting, printmaking and installations have been 
used to capture, explore and create visual artworks that have been designed to 
highlight fact-based aspects of spiders and their webs.   My interest in the 
                                                 
53 Master Weavers discussed on p.12 
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environment, nature and the landscape, combined with the element of philosophy of 
recycling and working in layers, link all these elements together. Collectively with the 
artworks, an underlying narrative dialogue allows the viewer to interact through the 
tale, story or recital of facts in a non-threatening way. 
 
In summary, the purpose of this study was to produce a body of work which explores 
and investigates spiders and spider webs.  The thesis process or journey began with 
observations in the natural environmental landscape and developed into study of 
scientific literature and investigation.  Conceptualisations have been taken in 
contemporary visual art to illustrate observation and facts relating to spiders and their 
webs with the intention to educate, fascinate, intrigue and assist people who suffer 
from arachnophobia to reduce their fear. 
 
The following chapters outline the process of obtaining information and influences 
from observations, science and the arts, (Chapter 2) methodology and creative 
techniques (Chapter 3), and present the final works (Chapter 4).
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 Chapter  
 
2 
 
 
 
Information and Influences from Observation, 
Science and the Arts 
 
 
 
 
A number of entomologists have been influential in providing factual scientific 
information for this study.  Particularly useful were the works of Bert Brunet “The 
Silken Web”, Barbara York Main “Spiders”, Richard Dawkins “Climbing Mount 
Improbable”, Paul Hillyard “The Book of the Spider” and Catherine L. Craig 
“Spiderwebs and Silk: Tracing Evolution from Molecules to Genes to Phenotypes”.  
Information available from the Australian Museum was particularly useful. 
 
I am indebted to these and other writers for the following information which has 
informed and inspired my body of art. 
 
Spiders, Webs and Silk 
There are more than 40,000 known species of spiders and they are abundant 
throughout the world, except Antarctica and elevations above 5000 metres.54  They 
vary in size from microscopic up to 270 mm (Bird-eating Spider of South America) 
and have an external skeleton, two body sections, four pairs of multijointed walking 
legs, six to eight simple eyes and no true jaw (hence feed only on liquids).  All spiders 
have abdominal silk glands and spinnerets.  Almost all species of spiders have poison 
fangs but only a very small minority has a venom-mix that affects humans.   
                                                 
54 Brunet, The Silken Web.  A natural history of Australian spiders.p.29 
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 Fossil records date the modern (aerial) spider back 144 million years.55  Spiders can 
be broadly grouped into four categories based on prey capture technique - Hunters, 
Ambushers and Anglers, Apprentice Weavers and Master Weavers.  About two-thirds 
of all known spider species are Master Weavers (build aerial webs to capture prey) 
and about half of these are orb-weavers.   
 
Each species of spider has distinctive colours and pattern, which may be for the 
purpose of camouflage or to warn or scare predators.  Some species appear to have a 
limited ability to change colour, or depth of colour, to adapt to different living 
environments.  
 
Spider silk is more elastic than nylon and stronger than steel.  The near-blind spider, 
with a limited nervous system, uses its silk to build structurally complex snares which 
they must rely on entirely to capture prey as they do not have the physical strength or 
eyesight to do anything else.  Among other things silk is also used to wrap prey, wrap 
eggs, build a residence or an egg case, for a drop line and even to trail pheromones 
during the mating season.56
 
Spider silks are complex proteins which are extruded as a liquid, and solidify on 
contact with air, from up to four pairs of abdominal spinnerets.  Each spinneret is 
covered with hundreds of silk releasing spigots which control the flow rate and 
diameter of the silk and which operate like a shower head.  Spiders can produce up to 
100ft of silk in less than 90 minutes and can digest and reprocess it.  Silk is able to 
stretch 20% before breaking. 
 
There are seven different types of silk glands in spiders each for manufacturing a 
different silk – thick/thin, wet/dry, sticky/woolly.  The Garden Orb and Golden Orb- 
Spiders have five different glands, while all spiders have at least three, no spider has 
all seven.  The different glands produce different silks for the following purposes:   
• Wrapping of prey, outer cover of egg sacs and web decoration (stabilimenta). 
• Catch prey (sticky). 
                                                 
55 Ibid.p.14 
56 Conniff, Richard, "Deadly Silk", National Geographic 200, no. 2 August (2001):p.36 
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• Safety-lines, scaffolding, bridge lines and balloons for migration. 
• Catch prey (electrostatic). 
• Sticky globules. 
• Attachment discs, also used to bundle prey. 
• Insulation of egg sacs, and shelter linings. 
 
Webs are found wherever insect prey is plentiful and have a huge variety of forms, 
each characteristic to a family of spiders.  As spiders have developed, so has their 
sophistication in use of silk.  The Primitive Spiders do not use silk to build snares, 
whilst the Hunters use silk for semi-permanent shelter but not for snares.  The  
Ambushers and Anglers erect temporary silk shelters and use silk to capture prey with 
nets and bolas.  The Primitive Weavers and Master Weavers use many sophisticated 
and ingenious methods and web designs to snare prey.  Some Primitive Weavers use 
tangle webs, gum footed snares and spring-trap lines, others use sheet webs in a 
variety of shapes including bowls, umbrellas, platforms, funnels and domes which are 
laced or latticed.  The Master Weavers build wheel webs and use minimal silk to 
cover great expanses.   Again the designs reflect evolutionary development with the 
most sophisticated being the two-dimensional vertical, complete web.  A typical 
complete wheel web has 20-70 spokes, depending on the size of the spider, and a 
sticky spiral.  Wheel webs can take a number of forms: tent, horizontal complete, 
inclined incomplete, (Golden Orb-Weaver), vertical incomplete, vertical complete (St. 
Andrew’s Cross) and refined wheel (Garden Spider).57
 
Because of the extraordinary number and diversity of spiders and webs this body of 
work has been restricted to the Golden Orb-Weaving Spider (Nephilia spp.), the St. 
Andrew’s Cross Spider (Argiope key-serlingi) and the Garden Spiders (genus 
Eriophora).  This choice has been made out of necessity and because they are 
abundant in forest, garden and rural habitats and have strong webs of the most 
commonly known shape.  
  
The following information on the selected spiders and their webs has been obtained 
from Brunet58 and the Australian Museum.59  The Golden Orb-Weaving Spider has 
                                                 
57 Brunet, The Silken Web.  A natural history of Australian spiders.pp.52-64 
58 Ibid.pp.63-64 
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gained its common name because of its golden coloured silk.  The female is large (up 
to 40 mm body length), has a silvery grey to plum-coloured body, with long yellow 
banded legs and is found in dry open forest, woodlands, coastal sand dune scrubland 
and mangrove habitats.  The female rarely leaves the hub of her web which has an 
incomplete wheel of spiral and branching radii and is usually held almost vertical by a 
supporting maze of threads.  The spider uses a strut in its supporting maze as a waste 
disposal area which helps to mask its whereabouts.  The smaller male (up to five mm 
body length) lives on the periphery of the female’s very large web awaiting a 
signalled opportunity to mate. 
 
The St. Andrew’s Cross Spider has gained its common name from the zigzag ribbons 
of bluish-white silk in its web which is arranged in a full or partial diagonal cross 
through the centre of its web and is reminiscent of the white diagonal, on a blue 
background, which appears in the Scottish flag.  It is about 50% of the size of the 
Golden-Orb and is found on the margins of rain forests, in open forest and in heath 
land.  The female has a silvery carapace body and a silver, yellow, red and black 
banded upper abdomen with two yellow stripes.  She sits in her vertical complete web 
with her legs in pairs.  The web is a highly organised symmetrical wheel with 
unbranched radii. 
 
The Garden Orb-Weaver Spider is a stout reddish brown or grey spider with a leaf 
shaped pattern on its triangular abdomen.  It is commonly found in gardens of eastern 
Australia.  The body of the female is approximately 30 mm long and the web is a 
vertical, complete, simple and highly organised full wheel. 
 
The method used by orb-weavers to build webs is well documented by many 
observers.60, , ,61 62 63 In essence building a basic orb web involves: 
 
1. Release into the wind of a single thread of silk from a high point so that the 
free end attaches to something. 
                                                                                                                                            
59 Museum, Australian, "Orb Weaving Spiders" 2002 [cited 4 August 2003]: available from 
http://www.amonline.net.au/factsheets/orb_weaving_spiders.htm. 
60 Zschokke, Samuel, "Early stages of orb web construction", Revue Suisse de Zoologie 2 
(1996).pp.709-720 
61 Main, Barbara York, Spiders, 2nd ed. Sydney, Australia: Collins. (1984).pp.188-191 
62 Brunet, The Silken Web.  A natural history of Australian spiders.pp.174,190-192 
63 Dawkins, Richard, Climbing Mount Improbable London: Viking. (1996).pp.36-40 
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2. Tensioning of the thread and attachment to the starting point. 
 
3. Release of a second looser thread while walking across the first thread and 
attachment at both ends. 
 
4. The spider walks to the centre of the second thread causing it to sag into a ‘V’ 
shape, attaches a silk thread to the centre in which it then lowers itself and 
makes an attachment hence forming a ‘Y’ shape. 
 
5. Laying of frame threads between various anchor points. 
 
6. Laying of radius threads from the centre of the web to the frames. 
 
7. Building of a non sticky spiral from the centre to the outer edge of the web. 
 
8. Laying out sticky thread spiralling in from the outside edge to near the centre, 
using the auxiliary spiral as a reference and eating it as it lays out the sticky 
spiral. 
 
The spider does not use sticky silk on the frame and radius threads because it needs to 
walk across them to get around the web.  The spider usually replaces the web every 
night or every other night.  When it does not relocate it reuses large parts of the 
anchor and frame threads but replaces the sticky spiral and all radii.  The time that the 
spider takes to construct a web varies considerably but is usually about one hour. 
 
Special Features of Silk and Webs 
There are a number of features of silk and webs which are of particular relevance to 
this study as they are considered to have potential to fascinate people with ingenuity 
that contributes towards their exaggeration in art.  
 
The Silk Windlass 
Webs stretch to absorb the impact of insects but rebound at a rate which avoids a 
trampoline effect.  This is achieved by coils in the silk lines, held together by watery 
beadlets; which are released as tension increases in the line.  While the coiled silk acts 
like a windlass it looks like a necklace whose beads contain reeled-in surplus thread.  
The windlass enables the web threads to stretch up to ten times its resting length.64 
(see Drypoint Acetate fig.74 and Installation Floating on Warm Breezes page 66).   
 
                                                 
64 Ibid. 
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 Stickiness 
The spider coats the silk with a liquid glue then stretches it taut and lets it go.  The 
action causes the glue to form into equally spaced beads along the thread.  This 
enables the thread to remain highly elastic and gives an effect similar to a string of 
pearl beads when viewed under a microscope.65 (see figs.22 and 59) 
 
Light and Colour 
Different spiders can produce silk in a wide range of colours.  Silk in webs of spiders 
in heavily vegetated areas often reflects ultraviolet, blue or white light66 similar to that 
of flowers, leaves and resins as perceived by insects.  Silk in webs of spiders in open 
vegetation, light gaps or non-forest sites, often reflects yellow.67  Brunet states that 
spider silk may be clear, white, silver, gold, yellow, cream, a range of pastel greens, 
blue, pink or even deeper colour bronze, brown or black.68  The purpose of colour in a 
web is to attract and deceive prey.  (see Bahama Beauties figs.30  to fig.56) 
 
Reflection of ultraviolet (UV) light is of particular interest and significance.  The sun 
is the only natural source of UV light.  Insects have an ability to see UV light and seek 
UV-bright light gaps to navigate through openings in vegetation and to locate food 
sources.  UV-reflecting silk and body surfaces of spiders attract prey.  Honey bees 
recognize and locate floral resources using UV-reflecting decorative markings on 
nectar guides and flower surfaces and the patterns on orb-webs are often similar to 
UV-reflecting floral designs.69 (see examples in Bahama Beauties figs.30,37,41,44 
and 57) 
 
The cross-like web decoration (stabilimentum) of the St. Andrew’s Cross Spider is 
thought to be for capturing prey or warning and avoiding predators.  The silk in the 
stabilimentum reflects high levels of UV light.  The UV light attracts flying insects 
                                                 
65 Brunet, The Silken Web.  A natural history of Australian spiders.p.62 
66 Craig, C.L., "Orb-web visibility: the influence of insect flight behaviour and visual physiology on the 
evolution of web designs within the Aranaeoidea." Animal Behaviour 34, no. 1 (1986).pp.54-68 
67 Craig, C.L., "Limits to learning: effects of predator pattern and colour on perception and avoidance-
learning by prey." Animal Behaviour 47 (1994).pp.1087-1088 
68 Brunet, The Silken Web.  A natural history of Australian spiders.p.52 
69 Craig, C.L. and Bernard, G.D., "Insect attraction to ultraviolet-reflecting spider webs and web 
decorations", Ecology 71, no. 2 (1990).pp616-623 
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but also makes the web more visible to predators of the spider such as birds and 
wasps.  Variation in shape of cross decoration (complete cross, partial cross with one 
– three arms) could confuse a predator.  Alternatively, because the spider sits in the 
web with its legs along the stabilimentum it could make the spider appear much larger 
to a predator or it may act as a warning to predators of sticky web that requires 
considerable effort to clean off plumage.70 (see Blue Heaven fig.47 and simulation 
figs.61 and 62). 
 
Egg Sacs 
The egg sac of the orb-weaver is commonly abandoned but protected among leaves in 
a silk barrier.  They vary in colour from white through yellow to green but can also be 
dull brown or russet coloured and can contain from four to six hundred eggs.  The sac 
protects the eggs from the elements, against physical damage and provides a shield 
against predators.71 (see figs.23 and simulation figs.69 and 71). 
 
Spiderlings 
After hatching spiderlings remain in the egg sac until they undergo first moult.  They 
then emerge and initially cluster together before gradually dispersing on gentle warm 
winds after several days. (see Drypoint Acetates fig.72) 
 
Ballooning 
When a spiderling migrates from the nest-site, it releases a large volume of silk which 
dries on contact with the air.  The dry silk is caught by warm breezes and lifts with the 
spiderling into the sky to as high as 4,300 metres. During mass migrations the 
landscape can be covered with flocculant silk as large numbers of spiderlings attempt 
to migrate.72 (see simulation fig.68) 
 
Influences from the Arts 
Influences for this study come from various sources both visual and aural.  Radio  
                                                 
70 Museum, Australian, "Saint Andrew's Cross Spider" 2002 [cited 4 August 2003]: available from 
http://www.amonline.net.au/factsheets/st_andrews_cross.htm. 
71 Museum, Australian, "Spiders - Egg sacs and maternal care" 2002 [cited 17 September 2003]: 
available from http://www.amonline.net.au/spiders/life/spiderlings/care.htm. 
72 Brunet, The Silken Web.  A natural history of Australian spiders.p.49 
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programmes particularly radio Melbourne 774, newspaper articles, reviews, T.V. 
programs, books, films, art galleries, travel, music, seminars, conferences and lectures 
73 74 75 have all been influences.  My particular search was for suitable suggestive 
backgrounds for webs which I intended to capture.  The objective was to use colours 
and textures which suggested the Australian bush, trees and bark, foliage, seasons and 
time of day, similar to that which can be achieved by ceramic glazes and sometimes in 
tapestry.   
 
The following artists were sources of significant stimulation and inspiration and I 
built on their ideas and philosophies and techniques to create my own visual mark 
making. 
 
I have a strong affinity towards Australian artist Rosalie Gascoigne (1917-1999), 
which continues from my Honours year.  Her works give me immeasurable 
motivation and inspiration.  I identify closely with her creative philosophy and her 
spiritual and meditative interest in nature.  Although she is a collector and assemblage 
artist she achieves combinations of colour and feelings of texture that are 
communicated equally as well through photographs of her work as from the actual 
works.  She works with found, everyday objects and recycles these to suggest a sense 
of place.  Gascoigne’s work shows a late-life progression in simplifying background 
to accent a subject.76
 
Her philosophy gave me a determination to use backgrounds for my captured webs 
which give an indication of location and suggest the Australian bush, landscape and 
nature.  It also gave me confidence to incorporate actual webs into my artwork. 
 
John Wolseley is a contemporary artist with a deep appreciation of natural science and 
considers that the interconnection between all living things has a physical and 
spiritual dimension.  He is an environmental collector and has documented his 
numerous encounters in landscape and nature with various mediums including 
                                                 
73 Hughes, Judith, "An exploration of an opportunity to use a fractal-like and chaotic formats derived 
from nature in visual art." University of Ballarat, 2002. 
74 "Diversity & Difference - 10 Viewpoints" paper presented at the Painting Symposium, Monash 
University, Caulfield Campus, 9-10 July 2004. 
75 Kelly, William, "People's Ideas 1937-1965" Arts Academy, University of Ballarat, 28 May (2004). 
76 MacDonald, Vici, Rosalie Gascoigne Paddington, New South Wales, Australia: Regaro. (1998). 
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drawing, painting, video, sculpture and photography.  I share his passion for 
collecting natural specimens and recording observations and maintaining 
documentation. 77
 
Wolseley uses simplification and abstract combinations of the landscape and 
environment to establish a relationship with nature.  He works with natural colours 
and sometimes incorporates botanical illustrations, musings, scientific diagrams and 
snippets of poetry.78 (see fig.15). 
 
I share with John Wolseley an affinity for the philosophy of nature expressed by 
William Blake: 
“To see a World in a Grain of Sand 
And a Heaven in a Wild Flower”79
 
Claudio Missagia is an Italian artist whose work combines figurative painting and 
collage to give a unique form of contemporary art.  Of particular interest is the colour 
and form of his surreal atmospheric backgrounds.  He uses colour, shading, texture, 
tone and collage to create suggestive backgrounds to traditional still life objects.  The 
technique lends itself to suggestion of walls and shelves and portrays age, 
deterioration, decay, history and intrigue.80 (see fig.16)   It was from his work that I 
formed the initial idea that the concept lent itself to a similar approach for suggesting 
bush, landscape and nature. 81
 
Pae White is a Californian who is both a designer and artist who works in installation, 
painting and sculpture.  Her work interchanges between art and design and uses 
elements of each in the other.  She crosses the usual boundaries between the 
disciplines sometimes working as a designer for herself and as an artist for a client.   
                                                 
77 Grishin, Sasha, John Wolseley Land Marks Sydney, Australia: Craftsman House. (1998). 
78 Ibid.p.19. See The spore bearing bodies of Cyttaria in Tasmania and Patagonia and their 
Nothofagus hosts, 1996. – See Illustration No.15 on p.24.   of this exegesis 
79 Ibid.p.133. 
80 Galuppo, Martina, Claudio Missagia Venice, Italy: Bugno Sameuli Art Edizioni. (1997), Missagia, 
Claudio, Natura morta, Venice: Courtesy of Bugno Samueli Art Gallery, (1996).p.35.- See Illustration 
No.16.p.24. 
81 Galuppo, Claudio Missagia. 
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Figure 15. 
 
Wolseley, J. 
The spore bearing 
bodies of Cytaria in 
Tasmania and Patagonia 
and their Nothogagus 
hosts. 
1996. 
56.7 x 236.2 cm. 
Watercolour. 
Figure 16. 
 
Missagia, C. 
Natura morta. 
68 x 87 cm. 
1996. 
acrylic on canvas 
Bungo Sameuli Art Gallery, 
Venice. 
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Pae White uses rich and contrasting colours in her work and briefly experimented 
with webs captured on monocoloured background on paper82 (see fig.17) in 2001 
before moving on.  Unfortunately nothing is available on the techniques she used for 
web capture and, in the style of the designer, it appears that in her works White was 
seeking visual impact with contrast rather than anything else.  
 
She is a highly experimental artist and has an international reputation for her 
innovative ability to fill space with installations, sculpture and projected imagery.  Of 
particular interest is the projected imagery where she reportedly uses images, objects 
and structures belonging to the design world, such as using two slabs of vivid yellow 
Plexiglass to project wavelike reflections on a gallery ceiling.  Although no further 
information was found regarding her experiments in projected imagery, the report was 
sufficient to prompt consideration of use of acetates for display and projection. 
 
The manner, in which the Australian artist Fred Williams utilized abstraction to depict 
the landscape and the natural environment, provided the principal influence for my 
multi-media artworks.  Like Williams I feel liberated in the natural environment and 
can comfortably work in it with total absorption, intense concentration and energy.  I 
also have particular empathy with his observation that “the hardest thing in painting is 
to put one colour next to the other and make it work”83
 
He produced more works (etchings, watercolours and oils) in his forest series (1961-
62) (see fig.18) than on any other single subject in his lifetime, and his series has had 
a profound influence on my work.  Williams mastered abstracted motif of the 
landscape.  He used shape rather than form, minimised colour and used texture to give 
a feeling of touch of specific features such as bark and foliage.  He worked with the 
warm earth colours of the Australian landscape such as ochres, russets, pale olive-
greens, pale blues and dull-brick reds.   
 
                                                 
82 White, Pae, Web Sampler #50, Los Angeles: Courtesy of Gallery 1301PE, (2001).- See Illustration 
No.17.p.26. 
83 McCaughey, Patrick, "The Colours of Fred Williams," The Age, 18 April 2003.p.2.- See Illustration 
No.18. on p.26. 
 
 
24
 
Figure 18. 
 
Williams, F. 
Sherbrooke Forest. 
76 x 102 cm. 
1959. 
Oil on masonite. 
Collection:  University 
College, Melbourne. 
 
 
  
Figure 17. 
 
White, P.  
Web Sampler #50, 
45.7 x 61 cm. 
2001. 
Spider web on magenta 
coated stock. 
1301 PE Gallery, 
Los Angeles.  USA. 
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Williams produced opposing interpretations of the bush, one as airless, sunless and 
oppressive and the other as luminous and filled with heat and light.84
 
In his later landscape series (1963-70)85 Williams extended his techniques in use of 
abstract and colour and used a vast aerial perspective to portray open landscape.  He 
eventually reduced the landscape to a symbolic code that gave a sense of the epic but 
retained a sense of the delicate nature of the bush. (see fig.19) 
 
Kim Westcott, a Victorian artist who works principally in drypoint printmaking on 
Arches or Hahnemühle paper, has been a further major influence on my work.  She 
has made extensive use of web-like lines on minimally coloured backgrounds to give 
abstract effects of landscapes. 86 87  By this means her works give a sense of space and 
openness which she achieves intuitively.  She uses lines to give a ‘felt’ sense of space 
rather than a literal interpretation and relies on suggestion rather than direct 
representation.  Her works are about collation of place, perception, immediate sensory 
experience and memory. 
 
While Westcott has used marks for a different purpose, the effect of, and her success 
in, using layered mark making achieved by printed etching on monoprint, (see fig. 20) 
gave me confidence to continue my work using similar techniques.  
 
Marcel Duchamp is said to have changed the history of Modern Art with his ‘ready-
made’ creations and his recognition and acceptance of the concept of the 
advantageous accidental88.  I will be ever grateful for his practices and theories 
affording my work some ‘respectability’.  His ‘ready-made’ objects changed the 
concept of what art is and my use of actual spider webs in art is consistent with this.  
The capture of webs is a very delicate and imprecise process which inevitably results 
in some accidental damage.  In most instances this damage simply gave the webs 
additional character. 
                                                 
84 McCaughey, Patrick, Fred Williams Sydney, Australia: Bay Books. (1980).p.143 
85 Ibid.pp.151-223. – See Illustration Iron Ore Landscape, 1979, No.19.p.28. 
86 Westcott, Kim, Australian Art Resources, [cited 23 September (2004)]: available from 
http://www.artresources.com.au/kimwestcott/. 
87 Taylor, R., Kim Westcott NSW: Craftsman House. (1998).- See Illustration Earthcore, 1998, No.20.p.28. 
88 Marcel Duchamp, ed. D'Harnoncourt Anne and Kynaston McShine New York: The Museum of 
Modern Art. (1973).p.283 
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Figure 19. 
 
Williams, F. 
Iron ore Landscape. 
1979. 
57.2 x 75.9 cm. 
Gouache. 
National Gallery, 
Victoria, Melbourne. 
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Figure 20. 
 
Westcott, K. 
Earthcore. 
1998. 
89 x 72 cm. 
Drypoint. 
Hahnemuhle paper. 
Collection of Artist. 
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Duchamp also argues that selection is more important than creation which again gave 
me confidence to capture webs rather than create artistic impressions. 
 
Joseph Sheer created his own art form with digital images of moths which he 
collected, identified, catalogued enlarged 2700 %89 and eX de Medici has produced 
drawings based on microscopic views of moths for the CSIRO Entomology Division, 
Australia, which are part of a series of 54 studies of unclassified moths and form part 
of the National Insect Collection (ANIC) Canberra.90  These works further 
encouraged microscopic examination of web silk (see figs.77 to 79) and certainly 
indicate potential for works, similar to those of eX de Medici, on spiders. 
 
Vicki Reynolds, as a student at RMIT, experimented with rusted steel plates and 
found that a small number of prints could be made from them before the surface broke 
down91.  This information prompted me to search for suitable rusted sheets of tin 
which were cut to size and successfully used to print suitable suggestive backgrounds 
on which to capture webs. 
 
Depending on the rust pattern the effect was stunning and the amount of colour and of 
ink applied gave appropriate variation.  The technique again introduced a significant 
element of the accidental which also creates works containing considerable interest. 
 
Louise Bourgeois has drawn, etched, printed, sculptured and prepared installations 
which extensively feature spiders.92  Her work with shadows encouraged me to use 
shadows and projection created by light on etched acetates. (see fig.11.Spider Home). 
 
The influences on the works in this thesis are many and varied, and have developed 
out of a dual interest in nature and art which has existed over many years.  The 
opportunity to illustrate and exaggerate scientific fact, and educate, fascinated me.  
Study of works of mentioned artists has assisted conceptualisation of the artwork and 
indicated appropriate techniques.
                                                 
89 Warren, Lynne, "Uncommon Vision", National Geographic 201,5, no. May (2002). 
90 Medici, eX de, CSIRO/ANIC study.  Martin Rotsey moth and arrowhead #31 & #32, Mornington 
Peninsular Regional Gallery, Mornington. Victoria.: (2004). 
91 Reynolds, Vicki, "Etching Without Acid in Different Grounds - Workshop", Imprint, Journal of Print 
Council of Australia 31, no. 1 (1996).pp27-28 
92 Bourgeois, Louise, Spider Home, 2002, New York: Art on Paper, Vol7. No.5., (2003).p.6. 
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Chapter 
 
3 
 
 
 
Methodology and Creative Techniques 
 
 
 
 
The objective was to establish a body of works with an overall interconnectedness of 
showing that spiders and their webs are intrinsically beautiful, decorative and 
admirable, and nothing to be feared.  The intention was to fascinate, intrigue, educate 
and encourage reflection on emotions and to become less fearful through knowledge 
which expands understanding. 
 
My process was to use the natural forms of colour, design and symmetry, along with 
my intuition and the accidental with prevailing memories as an adjunct narrative.  My 
intention was to link this by my conceptualisations with fact-based information to 
form the body of work.  
 
Information and maps were obtained from the Department of Natural Resources, 
Ballarat, on natural bush land sites in which it is permitted to walk, search, monitor 
spiders and webs, and subsequently to collect webs.  Management plans were 
obtained for five parks and reserves in Ballarat and surrounding districts including the 
Yarrowee River 
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Enquiries indicated that spiders are not protected and web collection is permissible 
provided that not too many webs are collected from the one location. 93
 
It was also determined that as spiders are invertebrates there was no requirement for 
the project to be referred to the University Animal Experimentation Ethics 
Committee.94   
 
Books were purchased from Victorian Field Naturalists for Ballarat95 and Bendigo96 
to obtain additional information on the forests and suitable spider habitats. 
Consistent with the above, my task was to ensure the best approach to convey my 
message to arachnophobics through visual art communication. 
 
A Golden Orb-Weaver spider to study live was found in the box-ironbark forest of 
Nerrina and district, Ballarat, Victoria in April, 2003 and became my inspiration.  I 
named her “Sybil”, meaning prophetess, and observed, photographed, pondered and 
contemplated Sybil and the ‘Zen of the Spider’97 until her demise in June, 2003.  
Sybil was approximately 25mm in body length and her web, between two trees 
approximately six metres apart, was 1.5 metres in diameter. Sybil and her web 
provided information and data about her daily habits including weaving and feeding 
behaviour, both through the day and night.  Sections of silk threads, white and gold, 
bridge line, radii, spoke and sticky threads were collected and the web was inspected, 
under UV torch light, for colours and patterns.  I had feared for Sybil’s safety from 
the first sighting as she had constructed her web across a disused walking track and a 
motor cycle bike ramp had been erected within ten metres of her handsome web 
which was only one metre off the ground.  It only required a bike rider after jumping 
off the ramp to turn to the right instead of continuing in the normal lie of the land to 
the left and Sybil would meet her demise.  Early June 2003, the weather changed 
dramatically, the tracks became slippery; Sybil and her web was no more.   The only 
                                                 
93 Communication, Elspeth Swan, Flora & Fauna, Dept. of Sustainability & Environment, Ballarat, 8 
May (2003) 
94 Boyle, Sally, Ethics Research Administrator, University of Ballarat, March (2003). 
95 Incorporated, Field Naturalists' Club of Ballarat, Discovering Ballarat's Bushland Ballarat, Victoria: 
FRP Printing Pty. Ltd. (2002). 
96 Shield, Jennifer M. and Inc., Bendigo Field Naturalists' Club, Spiders of Bendigo and Victoria's Box-
Ironbark Country D.G. Walker Pty. Ltd.: Kangaroo Flat. Victoria. Australia. (2001). 
97 ‘The Zen of the Spider’, contemplating, meditating and having intuition with regards to the spider. 
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remaining evidence of the web was the ‘bridge line’ approximately 2.5 metres above 
the track.  This was collected and subsequently studied under the University 
microscope. 
 
Many field trips ensued in winter 2003 to locate additional Golden Orb-Spiders in the 
Nerrina bushland, but no more were found, so the search was diverted to the warmer 
Barmah Forest, on the Murray River, Victoria.  
 
To gain perspective, knowledge and feel for the spider, particularly of ‘Sybil’ the 
Golden Orb-Spider observed over ten weeks in Nerrina, I attempted to replicate a web 
in my studio space.  The interpretation by weaving my own tangled web began with 
constructing a wall hanging covering a four metre by three metre wall, to get the feel 
for how the spider navigates itself around a specific area.  Unlike a spider extruding 
1,000 filaments in 30 minutes the wall hanging called White Wall Hanging (see 
fig.21) took 16 hours over three days, a high ladder, numerous thumb tacks and 
precarious movements to construct.  Assembly of the web, with only two thread 
lengths, required considerable patience and effort.  One thread was used for the 
outward construction of the web including the bridge line, radials, spokes etc. and 
then one for the inner spirals.  The method of web construction and structure followed 
that outlined by Zschokke98 and Brunet. 99  The thread used, was given to me over 20 
years ago by a German neighbour, who supplemented her income with piece work by 
making string bags.  This thread, so full of history and memories, had its own story.  
The thread was secured to the wall by thumb tacks which appeared like silver dew 
drops on early frosty mornings or the joins of sticky globules that the spider leaves to 
snare her prey as seen microscopically. (see fig.22) 
 
Progress on the journey had begun, even though the final destination had not yet been 
fully determined.  The subconscious played a part as the beginnings of a flower now 
hung in the centre of the web100  in the studio space its final execution, “enticing and 
offering a welcome invitation”. This is consistent with an observation by Bäumer
                                                 
98 Zschokke, S, "Radius construction and structure in the orb-web of Zilla diodia (Araneidae)", Journal 
of Comparative Physiology 186 (2000).pp.999-1005 
99 Brunet, The Silken Web.  A natural history of Australian spiders.p.174. 
100 Craig and Bernard, "Insect attraction to ultraviolet-reflecting spider webs and web 
decorations":pp.621-622. 
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 Figure 21. 
 
Hughes, Judith. 
White Wall Hanging. 
2003. 
White thread and 
silver thumb tacks. 
 
 
 
 
 
Figure 22. 
 
Hughes, Judith. 
Glue Globules. 
2003. 
Microscopic photographic 
image of glue globules on 
spider web silk thread 
 
 
 
32
“even though the painter creates out of his subconscious, it is nevertheless his 
experience, combined with his skill, that allows the ‘form’ to emerge from 
observation and from intuitive knowledge”.101
 
Two egg sacs were modelled and carved from Hebel block102 to accompany the wall 
hanging.  The carved egg sacs were subsequently covered with gold wire representing 
the golden threads of the Golden Orb-Spider and hung each side of the web, 
representing the beginning of the life cycle. (see fig.23) 
 
A wall hanging consisting of discarded colourful neck ties was constructed with a 
light-hearted intent to link my family’s own phobias, plus their support of my 
investigation of this project.  The ties were used to form the threads of my symbolic 
‘web of life’.  The ties, discarded by my family, show a lifetime of school, work, gifts, 
fashion trends and tastes.  They represent connected stories of love, ambition, power, 
nurturing and attachment.  Just as the spider must maintain its web by continually 
patching breaks, so too the ties are symbolic of life’s journey and have been regularly 
changed and replaced. (see fig.24) 
 
Photography is an important part of my art practice as I use it to capture ideas along 
with factual images, to gain information,and to document and record progress.  The 
digital camera used was a Sony CD Mavica CD300 with Carl Zeiss 3 x zoom lens.  
Often intuitive and sometimes accidental creations have resulted from trying 
unconventional approaches.  A library of over 2000 images resulted.   
 
Photography has been used in four principal ways in this project:  
1. To record actual spiders and webs in their natural surroundings with an 
emphasis on habitat, environment, colour and habits. 
2. To record simulations of facts based on scientific literature and the Zen of the 
spider. 
3. To record silk and its components under microscopic examination. 
4. To create some final works which combine different media.  
 
                                                 
101 Baumer, Angelika, Klimt's Women London: Cassell & Co. (2001).p.91. 
102 CSR Hebel block, a light/white solid concrete building product. 
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 Figure 23. 
 
Hughes, Judith. 
Egg Sac. 
2003. 
Carved Hebel block egg 
sac and gold wire.   
© The Artist. 
 
 
 
Figure 24. 
 
Hughes, Judith. 
‘Web of Life’. 
2003. 
Discarded ties.  
© The Artist. 
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Simulation 
Extensive literature exists on colour and UV light in spiders and their webs (see pages 
14–15).  Unsuccessful attempts were made to observe web decoration using black 
light as there were obviously no fluorescent substances in the web and UV light is not 
visible to the human eye.   
 
Consequently, attempts were made to simulate web patterns as they would appear if 
UV light was visible. 
                                                                                                                                                                        
Objects such as paper clips, pins, pearls, crystals, flowers, wire, thread, tapestries and 
fluorescent paper, against backgrounds of engraved copper plates, webs on acetates, 
and black velvet, were used to simulate web decoration and other features of webs.  
The arrangements were photographed, in and out of focus, in a dark room with 
lighting supplemented by black light.  Effects sought included ‘images’ of patterns 
and floral arrangements in webs, the jewellery-like effect given by sticky globules and 
dew drops, the silk windlass, the egg sac and UV ‘escape routes’. (see fig.59 to fig.70) 
 
Specimens 
During the field trips into the Barmah Forest in April and May 2004, collections were 
made of spider web silk threads.  Samples of golden silk, radial thread and 
infrastructure lines and food exoskeletons removed prior to web capture, were 
collected.   The silk from a complete Golden Orb-Weaver spider web was wound 
around a sponge and kept.   
 
Sections of the collected webs were examined microscopically and other samples 
were bagged for display. 
 
Microscopic Works 
Recollection of pictures of microscopic images of spider spigots,103 which I had found 
both interesting and exquisitely beautiful, prompted the idea to view silk web material 
obtained from Sybil’s web under a microscope.  Arrangements were made to examine 
the silk under a Leitz Diaplan Microscope with 3-Leitz Wetzlar Lenses and 
                                                 
103 Kunkel, Dennis, "Arachnology. The study of arachnids-Silk and Webs" [cited 21 April 2002]: 
available from http://www.ufsia.ac.be/Arachnology/Pages/Silk.html. 
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photographs were taken directly down the lens with a Nikon Coolpix 950 digital 
camera.  Magnification used was 200 - 400 x.  Microscopic images and accompanying 
notes were recorded of bridge line silk, web spokes, anchor threads, white and gold 
spiral threads and globules. 
 
The bridge line showed up as a continual group of threads, not one, which is 
consistent with how the spider constructs her main supporting line by traversing the 
bridge to strengthen her main support line.  The threads appeared to be held by 
globules to form one line.  Ends of some threads protruded from the main bundle to 
give an effect like branches or roots covered by globules.  The colours were in shades 
of beige, olive green, gold, sepia, dark brown, black and white with some opaque 
sections. 
 
The gold spiral threads are stunningly and strikingly beautiful, full of gold coloured 
lined areas with joining globules of rich emerald green and russet/ruby red 
intermingled with silver. (see fig.79) 
 
At low magnification the silk appeared delicate, hair like and ultra fine.    With 
increased magnification globules appeared along the thread.  These globules are 
known to be the means by which the spirals of the web are made sticky and 
windlasses of silk which give the web its ability to catch and hold prey. (see fig.22) 
 
Background Monoprints 
Monoprints in colours and textures evoking images of landscape and habitat were 
created as backgrounds.   
 
Experimentation in use of sheets of rusted tin (collected from friends and rubbish 
heaps) as printing plates, resulted in the desired texture and effect.  Sheets of rusted 
tin were cut to a suitable size to print on Hahnemühle paper, Off-White, size 
78x106cm, 350 gsm. and Fabrino Accademia Bianco Paper cut to 37x137cm, 200 
gsm.  The size and weight of the paper was important.  Heavy paper was required for 
use when pressing against the rusted tin sheet and when handling in the open 
environment and a manageable size was required for capture of webs.  The rusted tin 
sheet was wire brushed and the edges were ground to prevent injury and damage to 
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the printing press.  Samples of leaves, bark, moss, stones and previously taken 
photographs, were used as inspiration to daub and rub printing ink and oils on to the 
rusted iron.  The rusted iron was then used as a printing plate and pressed to the paper 
to obtain monoprints suggesting images of the landscape and the seasonally changing 
Australian bush.  Lighter applications of ink suggesting light penetrating open foliage 
was assisted by the paper becoming part of the artwork. (see Barmah Beauties 
figs.34,35,40,43,50,51) 
 
Smaller monoprinted backgrounds were created on Arches paper, size 56x76 cm, 160 
gsm. for two series of works called Morning Glory, Afternoon Shimmer and Evening 
Glow (see figs.51,52,53)  and the second series Forest Illusion #1, #2 and #3 (see 
figs.54,55,56).  The printing plate was a copper sheet cut to size.  Using printing inks 
and rollers and similar stimuli as for the larger Hahnemühle and Fabriano prints, 
visual landscape and forest suggestions were produced.   
 
Three copper sheets were soft ground waxed for the works Gossamer Intrigue, (see 
fig.57) Dew Drops on Silk Thread (see fig.58) and Spiderlings Ballooning. They were 
then impressed with patterns from handmade papers and found natural materials 
(leaves, flowers and grasses).   The plates were then etched in old acid and imprinted 
on Arches Cover White paper without being washed or inked. The plates released 
some weakened acid and wax during printing to give a green toned imprint with some 
brown markings.  
 
Web Capture 
Observation of webs during the exploratory phase of the project indicated that actual 
webs could be captured as artwork.  It was assessed that to capture a web it would 
need to be strengthened and, to be visible, the thickness of the web silk would need to 
be increased.  In addition, despite the webs being sticky, additional glue and a sealer 
would be required to embed and protect the web.  
 
The webs of the Golden Orb-Weaver and the St. Andrew’s Cross Spider in the 
Barmah Forest are large, strong, highly visible in sunny conditions and accessible. 
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Figure 26.  Looking at Barmah Forest through unpainted 
web.  Fatal Attraction, 2004. 
 
     
Figure 25. Golden Orb Spider retreating 
from web, 2004. 
Figures 27 & 28. 
Web Fatal Attraction, 
Decorated ready to be 
placed onto monoprint. 
2004. 
   
   Figure 29. 
Golden Orb-Weaver Spider retreating. 
Uncollected threads floating in breeze
Figure 30. 
Fatal Attraction, 2004.  76 x 106 cm.  Monoprint & spider web 
 
 
38Photography:  Judith Hughes, 2004. © The Artist.
Prior to capturing a web it was necessary to remove the spider from the centre of the 
web.  With experimentation this was found to be best achieved by first spraying it 
with water and then using vocal vibrations.  The spider reacts hurriedly to vibrations 
created by blowing and making a trumpeting noise with the lips.  The spider usually 
retreated and stayed high above the web, generally on a radial line very near to the 
closest tree limb, watching and waiting, and sometimes retreating further away onto 
the nearest tree or under tree bark.   
 
With the spider out of harm’s way, the web was misted with water to show its outline.  
Owing to the three dimensional construction of an orb web104 105 it was necessary to 
cut away supporting infrastructure from in front and behind the web wheel to enable it 
to be captured in two dimensional form. 
 
Water and Appliance White spray paint applications were then applied to outline and 
strengthen the silk strands.  From being an invisible object the web suddenly became a 
beautiful, swaying, vision of loveliness ready for decoration.  Decoration, based on 
scientific knowledge (see Chapter 2), was applied using coloured enamel spray paint.  
With the desired decoration complete, a spray adhesive was applied, the web was 
attached to the monoprinted background, any remaining attached threads were 
removed and a sealant was applied over the entire work. (see photographic web 
capture fig.25 to fig.30) 
 
The process of web collection was video recorded.  The collection of one full web, 
used in Blue Heaven (see fig.47) was documented from finding the web to the final 
capture onto the artwork.  Each web capture takes approximately one hour, from 
sourcing to final collection. 
 
Many uncontrollable factors can inhibit an exact capture of web to artwork.  These 
include environmental factors such as wind and rain and anchor threads adhering to 
grasses or other foliage not previously seen or noticed, or the adhesive glue drying out 
                                                 
104 Zschokke, Samuel, "Construction and structure of orb-webs" ECOSUR, Center of research and 
development of South Mexico, 2002 [cited 12 July 2004]: available from 
http://ww.unibas.ch/dib/nlu/res/orbweb/main.e.html. 
105 Zschokke, "Radius construction and structure in the orb-web of Zilla diodia (Araneidae)":p.999 
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too quickly leaving the web in a fragile and delicate state.  This makes the element of 
the accidental very much part of the artwork. 
 
A further ‘element of the accidental’ is introduced by damage caused by insects which 
fly into the web.  As the web exists to catch insects, and they are highly efficient and 
cleverly located, it is virtually impossible to locate and capture a complete undamaged 
web.  The patterns caused by the breaks introduce further interest to the web structure 
and how it maintains its overall strength. 
 
Drypoint Acetates are transparent sheets used as an engraving plate.  While the usual 
use for preparing acetates is for drypoint printing they are also suitable themselves as 
artworks for display and projection purposes.  The advantage of using acetates for 
exhibition purposes is that well placed lighting gives a good visual effect by both 
highlighting the engraved image and throwing a shadow. (see fig.11 Spider Home) 
 
Various means were used to engrave the acetate plates.  The mark making techniques 
included working with fine dental tools through to more instant and direct marks 
made with electric power tools using different sized bits. 
Acetates have been used as a simple and effective means to communicate technical 
information and fantasy and in some respects resemble conceptual sketches used by 
some to plan more major works of art. (see fig.71 to fig.76) 
 
Collagraph106
My desire was to feature the silk windlass which is one of the most ingenious and 
intriguing components of the web. To achieve this I prepared a collagraph, to be used 
as a floating installation, by syringing modelling paste and Aquadhere onto cardboard, 
drying then printing with oils on chiffon material and tracing paper. 
 
                                                 
106 Collagraph is a print made from an image built up with glue and other materials. 
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Summary 
Considerable variation in methodology and creative techniques has been used in an 
effort to retain the interest of the viewer when trying to communicate a large volume 
of information on a single broad subject.  While most of the techniques outlined are 
well established, the capturing of actual webs onto art work required considerable 
experimentation and trial and error.  The methodologies and creative techniques 
outlined in this chapter have been used to create the works described in Chapter 4. 
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Chapter 
 
4 
 
 
 
The Visual Art Works 
Analysis and Discussion 
 
 
 
 
The body of work explores and investigates features of the life cycle of orb-weaver 
spiders and their webs and attempts to give an understanding of spiders and their webs 
to enable viewers to efficiently assimilate positive information and assist them to 
overcome any fear of spiders and webs that they may harbour.  The study uses a 
combination of observation, scientific fact, myths, legends, and artistic 
conceptualisation as a basis, and is intended to educate and fascinate the viewer and to 
show that spiders and their webs are things of intrinsic beauty that can be appreciated, 
admired and understood. 
 
Different art media are used to maintain interest and for effective communication of 
different types of information.  While the works rely on the well established 
techniques such as printmaking and photography, the technique for web capture was 
further developed and refined from the method I devised and developed during my 
Honours year.  In addition ‘etched’ acetates themselves (rather than prints) are used as 
artworks for display purposes, and techniques were developed for photographing 
luminescent objects under black light for the purpose of simulation.   
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Affinity and love of nature and the Australian landscape is an overall connection 
within these works.  Linking science and the arts continues from the Honours year 
study of fractals, using the spider web as the fractal-like symbol.107
 
The sets of Barmah Beauties artworks are on backgrounds which suggest Australian 
landscape, especially woodland, and the four seasons of summer, autumn, winter and 
spring, to evoke images of location, mood, foliage, and time of day.   
 
The Barmah Beauties are 30 different spider webs captured on separate monoprint 
works prepared on Hahnemühle Paper, size 76 x 106 cm.  The monoprints were taken 
on location to the Barmah Forest where webs were decorated, using guidance from 
scientific information, and captured onto the artworks. 
 
Four artworks were prepared for the Black Series.  Black is an emotional colour and 
its perceptual connotations in the environment are of night, fire or age.   
 
In Black Beauty (see fig.31) the brilliant golden web contrasts with the background 
which is suggestive of a burnt stump.  Two smaller webs are incorporated into the 
larger web illustrating the community of webs. (see fig.32)  It also features 
exoskeletons which are the remains of prey (which are thought to afford camouflage 
to the host spider and confuse predators), breaks caused by insects and shows 
tonalities across the web as it wafts in the breeze and catches light. 
 
The primary purpose of the work is to show the complexity and beauty of the web.  
The suggestion of a burnt stump and the contrast between the gold and the black 
removes the usual sinister overtones which might otherwise be associated with such a 
solid, dark background.  
 
The background to Strung Out, (see fig.33) although printed from the same plate as 
Black Beauty, has been inverted and a lighter application of ink was used to suggest 
open foliage in late afternoon with light penetrating.  Spiders site webs in such 
positions to catch insects flying towards the light.  The number of holes in the web,  
                                                 
107 Hughes, "An exploration of an opportunity to use a fractal-like and chaotic formats derived from 
nature in visual art." 
 
 
43
  
 
Figure 32. Community. Smaller webs living on the outer 
edge of Black Beauty,  2004. 
Figure 31.  Black Beauty.   2004. 
76 x 106 cm.  Monoprint with decorated spider web
  
Figure 33. 
 
Strung Out, 
 2004. 
76 x 106 cm.  
Mono print with 
decorated  
Spider web.
  
Figure 35.  Evening Light, 2004, 76x106 cm. 
Monoprint decorated with spider web. 
Figure 34.  Morning Light, 2004, 76x106 cm. 
Monoprint with decorated spider web 
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and the length of the exoskeleton, show that this strategy has been successful.  Spiders 
are known to incorporate silk reflecting UV light into their webs to achieve the same 
result.  The web shows the orb shape well and contains a near perfect central spiral 
and larger and more open mesh of silk strands, indicating an older female, or, that the 
spider intends to capture larger prey.108  
 
The primary purpose of the work is to show the use of light by spiders to capture prey 
but it also shows the complexity and beauty of the web. 
 
The works Morning Light (see fig.34) and Evening Light (see fig.35) have the same 
primary purpose as Strung Out but use different colours in the black background to 
indicate the different lights of times of day. 
 
Ten Additional Barmah Beauties were created on works on Hahnemühle Paper, size 
78x106cm (Spider webs on monoprints). 
 
The artwork Diaphanous Mist (see fig.36) shows a creamy white web with a yellow 
flower in the centre. This beautiful shining Golden Orb web was found in the morning 
mist and with pure golden threads over the entire web wheel that are light, delicate, 
and almost transparent it melded back into the surrounding background forest.  The 
spider spins gold webs in open scrubland.   The monoprint chosen for this work 
suggests tree bark with similar shades and tones in soft greens and browns.  The web 
colour chosen was the same as, or very similar to, the grasses that the web was 
attached to.  It is therefore camouflaged as the web was in its own habitat.  
Diaphanous Mist clings to the side of the tree trunk, it has slipped and fallen but now 
hides camouflaged against the mighty tree still enticing prey into its snare. 
 
The yellow UV colour woven into the web, camouflaged by the texture of the 
background, entices insects, particularly bees, seeking nectar from gum tree flowers.  
 
In Sheer Bib (see fig.37) the background suggests a large solid tree trunk to which the 
web is attached for support and protection.  The web has been woven by a female 
                                                 
108 Schneider, Jutta M and Vollrath, Fritz, "The effect of prey type on the geometry of the capture web 
of Araneus diadematus", Naturwissenschaften 85 (1998).p.392 
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spider with the filament mesh much closer together, indicating a prevalence of insects 
in this locality therefore a smaller web is adequate to capture sufficient prey.109  The 
bib-like web appears as if moving and has some rhythm with its background.  The UV 
yellow silk enticement is visible while the web melds back into the surrounding 
environment and is at unity with the environment. 
 
The background in Fatal Attraction (see figs.30 and 38) suggests trees and images of 
the surrounding Australian bush and uses the subdued colouring of shrubs, trees, bark 
leaves and leaf litter.  The suggested textures and shape are most suitable for this very, 
very, large yellow web which was captured at dawn.   
 
The web, which was occupied by a very large female, shows holes (indicating insect 
penetration or capture) without many repairs, indicating it was woven recently. 
 
The web was found in open scrubland and was enormous.  It was attached six metres 
above to a gum tree and held in position by grasses and incidental twigs below.  Only 
part of the web was captured as it was far too large to be completely captured onto the 
artwork.  The entire web was painted yellow to emphasise the colour of Golden Orb-
Weaver webs found in open locations.  This web now resembles a floating sail, 
shifting slightly in the early morning air currents. (see figs.27 and 28) Fatal 
Attraction, illustrates a web that is an instant enticement to insects, especially bees, 
which are attracted by the UV reflecting yellow coloured silk which they perceive as 
an indication of nectar.  It is therefore a particularly large, beautifully woven 
entrapment. (The original web and the process of its capture to complete Fatal 
Attraction was photographed). 
 
The artwork Mystic Trap (see fig.39) has been created with a Garden Orb-Weaver 
Spider web.  It is a complete orb web that does not contain any exoskeleton.  The 
Garden Orb-Weaving Spider does not sit in the centre of the web.  During the day it 
can change its body colour to suit the environment and it hides nearby under bark or 
in the undergrowth.110
 
                                                 
109 Ibid.:pp391-394 
110 Brunet, The Silken Web.  A natural history of Australian spiders.p.189 
 
 
46
Figure 39.  Mystic Trap,2004Figure 38.  Fatal Attraction,2004 
BARMAH BEAUTIES
Figure 37.  Sheer Bib, 2004Figure 36.  Diaphanous Mist, 2004 
Figure 40.  Dancing Lace, 2004 Figure 41.  Sunset End, 2004 
Barmah Beauties, 2004.  Monoprint, 76 x 106 cm. Hahnemuhle 
paper with spider web, decorated with enamel paint.
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The background contains impressions of leaves with the suggestion of autumn toning 
and fallen leaves.  The weather is changing, getting colder; perhaps the owner has 
expired due to the change in weather conditions and dropped off the web.  
 
The subtle seasonal colours in the background suggest change and the web is difficult 
to see in the mystical light.  Dark linear forms behind the web suggest distant forest 
outcrops.  The creamy white web mingles in and out of the background indicating that 
light is obscured by overhanging shrubbery.  Insect eyes see the colour red but would 
not see the concealed web strands and could be fooled into entrapment.  The damage 
to the web near to the centre indicates that the spider ate very recently. 
 
The young web in Dancing Lace (see fig.40) appears to dance and skip amongst the 
fallen autumn foliage.  Autumn leaves are falling in the background and the smaller 
and closer web filaments indicate that the spider was trapping smaller insects but 
recently vacated her web.111  The translucent UV white silk falls in a beautiful, 
glorious shape back onto the background as it dances day and night, and entices 
insects, but, as there is no spider to repair the web and ensure that the spokes remain 
sticky, the insects usually escape.     
 
The intensity of colour in the background Sunset End (see figs.41 and 42) suggests a 
sunset seen on the horizon at the close of day.  Reality is abstracted, but brilliant 
colours suggest heat and white breaks suggest light openings in vegetation.  This very 
large web, found stretched across a wide gap between trees, was unoccupied and 
broken with a very large hole in the side, possibly indicating that a predator bird had 
flown through it.  Numerous other smaller holes suggest that the spider had positioned 
itself, and fed, well.  This observation is further supported by the size of the double 
exoskeleton. 
 
Consistent with literature,112 the spider spins UV white decorative threads into the 
web and some exaggeration has been used in creating circles of yellow in this web  
                                                 
111 Schneider and Vollrath, "The effect of prey type on the geometry of the capture web of Araneus 
diadematus":p.392-394 
112 Zschokke, Samuel, "Ultraviolet Reflectance of Spiders and their Webs", The Journal of 
Arachnology 30 (2002).pp.246-254 
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Figure 42. Sunset End, 2004.  76 x 106 cm Monoprint with decorated spider web 
Judith Hughes, 2004 © The Artist.
decoration as the St. Andrew’s Cross Spider is known to sometimes weave a doily-
like pattern with zigzag stabilimenta threads centred in her web to mimic the 
ultraviolet pattern reflected by a flower. 
 
Glistening Rainbow (see fig.43) features a web that was glistening in the afternoon 
sunlight and giving a translucent shimmer.  It is similar in appearance to a web 
covered in dew in the early morning with sunlight beaming onto the silk strands and 
creating a vision of grandeur.  I feel privileged, and am in awe, when I observe this 
magnificent occurrence in nature.   
 
The web is painted in rainbow colours, once again with the yellow central core 
attractor.  Other colours of blue, teal blue, pink, purple and claret was sprayed in 
circles around the web as an arching rainbow.  Unfortunately the web collapsed 
during capture.  However, the folds in the fine mesh strands create an enhanced 
colouration.  Blue is a colour that insects find difficult to learn to avoid.113
 
The background in Blue Heaven (see figs.44 and 47) suggests the sky and linear forms 
and darker shadings suggest the surrounding bush.  The St. Andrew’s Cross Spider 
spins a fine film of translucent silk for the main web, with between one and four arms 
of white zigzag threads in a cross as its decoration.  These zigzag threads reflect more 
UV light than the undecorated silk threads and webs with these silk decorations and 
patterns attract up to 58% more insects and flies than if undecorated.114   
 
Blue Heaven shows two arms of a St. Andrew’s Cross in blue merging with the 
ultraviolet UV light background of the sky.  Licence was taken here as in nature the 
colours would be in the reverse with the two arms in a bright white iridescent silk, 
able to be seen with the human eye.  (This web decoration and capture was 
documented on video). 
 
                                                 
113 Craig, "Limits to learning: effects of predator pattern and colour on perception and avoidance-
learning by prey."p.1087 
114 Craig, C.L., Spiderwebs and Silk  Tracing Evolution from Molecules to Genes to Phenotypes New 
York: Oxford University Press. (2003).p.143 
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Barmah   Beauties
 
 
 
Figure 43.   
Glistening Rainbow, 2004. 76 x 106 cm  
Monoprint, decorated with Spider web 
Figure 44. 
Blue Heaven, 2004.  76 x 106 cm. 
Monoprint, decorated with Spider web 
  
Figure 45. 
Dainty Allusion, 2004.  76 x 106 cm. 
Monoprint, with decorated Spider web. 
Figure 46. 
Serene Beauty, 2004.  76 x 106 cm. 
Monoprint, with decorated Spider web. 
Photography:  Judith Hughes, 2004. © The Artist. 
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Figure 47.  Blue Heaven, 2004.  76 x 106 cm.  Monoprint with decorated spider web.  Photography:  Judith Hughes, 2004.  © The Artist.
The green tonings in the background of Dainty Allusion (see fig.45) give the 
impression of leaves, shrubbery and trees and they camouflage the web making it 
difficult for insects to observe.  The web is spun low amongst the understorey with 
superstructure of the web clinging high into the foliage above. 
 
In contrast to literature the web has been decorated in an intense gold, which would 
normally be erected and woven in open areas, not amongst the understorey.  The gold 
in the silk strands is an attractive decoration for prey.  The numerous holes in the web 
add credence to the assumption that the gold in the silk results in frequent visitors and 
the large exoskeleton informs us that she has fed well. 
 
Three Barmah Beauties are on Fabriano Academia Paper size 75 x 138 cm and were 
collected on the same day on the first field trip in May, 2004. (see figs.  )    
Subsequent works were all collected on Hahnemühle Paper as the heavier weight and 
smaller size of paper was easier to work with in the open. (see figs. ) 
 
The strong, bold colours and vibrancy of the backgrounds in Summer Morning (see 
fig.48) Summer Noon (see fig.49) and Summer Night’s (see fig.50) evoke an emotion 
of the hot, dry, arid, Australian landscape.  Each piece has a slightly different texture 
and colour application suggesting a similar time of year but a different location, as the 
works progress through to openness and scarceness of paint which suggests less 
vegetation and gaps in foliage.  
 
 Each web is decorated in altered colouring, in accord with scientific literature, to be 
attractive, noticeable and enticing115 to insects while the backgrounds suggest time of 
day.  The works show variation in threads and the titles of the works evoke a sense of 
time with the Summer Morning web in bright blue/green, Summer Noon web in a 
glorious gold and Summer Night web in black. 
 
Two sets of three works were produced on smaller monoprinted backgrounds 
suggesting landscape and forest. 
 
                                                 
115 Craig, "Limits to learning: effects of predator pattern and colour on perception and avoidance-
learning by prey."p.1087 
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 Figure 48. 
 
Summer Morning, 
2004. 
37 x 137 cm  
Monoprint, with spider web, 
decorated with enamel paint. 
 
     
Figure 49. 
 
Summer Noon, 
2004. 
37 x 137 cm. 
Monoprint, with Spider web, 
decorated with enamel paint. 
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Figure 50. 
 
Summer Night, 
2004. 
37 x 137 cm. 
Monoprint, with spider web, decorated with enamel paint 
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Figure 51. 
 
Morning Glory, 
2004. 
56 x 76 cm. Arches Paper. 
Monoprint, with spider web, decorated 
with enamel paint. 
Figure 52. 
 
Afternoon Shimmer, 
2004. 
56 x 76 cm 
Monoprint, with spider web,  
decorated with enamel paint. 
Figure 53. 
 
Evening Glow, 
2004. 
56 x 76 cm. Arches paper. 
Monoprint, with spider web, decorated with 
enamel paint. 
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Morning Glory, (see fig.51) Afternoon Shimmer (see fig.52) and Evening Glow (see 
fig.53) suggest a visual landscape of closing light, rain having just subsided and the 
sun is sinking just below the horizon.  Various shadows, shapes and reflections, along 
with muted colours and tones, are glistening and refracted in this softer light.  Subtle 
splatters of pinks and pale blue/grey turn to deeper shades of crimson and wedgewood 
blues and all are abstracted to create a textural camouflage.  The subtle patches of off-
white tonings imply escape routes. 
 
Each landscape revealed by its title is overlayed with filmy diaphanous webs. Each 
web suggests its own interaction with nature from rainbow colour web silks through 
to bluish white strands revealing some glue globules along the silk line.  All webs 
show some evidence of insect landing or penetration.  The very large hole adjacent to 
the centre in Morning Glory (see fig.51) is suggestive of the spider being taken by one 
of her predators.  Also the smaller web on the outskirts of this larger web, once in 
perfect symmetry, now slightly broken, is possibly that of the male waiting for an 
indication that it is time to mate.   
 
The second set of three works, Forest Illusion #1, (see fig.54) #2, (see fig.55)  and #3, 
(see fig.56) are works suggesting forest vegetation.  The sky shines through the gaps 
of the understorey with webs in, around and across, the shrubbery attracting insects 
that see the distant blue sky as their escape route. 
 
The three webs are disguised in the environment to avoid observation and have only 
subtle patterning and decoration as enhanced attraction is not required in this location.  
Spiders which have highly decorated webs do not survive as long as those that have 
webs that are subtly coloured and patterned.116
 
The subtle mark making of the three works Gossamer Intrigue, (see fig.57) Dew 
Drops on Silk Thread (see fig.58) and Spiderlings Ballooning all stems from features 
of the silk thread.  The etched, green toned imprint gives suggestions of the landscape 
and of the silk thread.  The brown wax across each work gives a sensory illusion. 
 
                                                 
116 Craig, Spiderwebs and Silk  Tracing Evolution from Molecules to Genes to Phenotypes.p.154 
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Figure 54. Forest Illusion #1, 2004. 
56 x 76 cm.  Monoprint with decorated 
spider web
Figure 55.  Forest Illusion #2, 2004. 
56 x 76 cm.  Monoprint with decorated 
spider web. 
 
Figure 56.  Forest Illusion #3, 2004. 
56 x 76 cm.  Monoprint with 
decorated spider web. 
  Figure 57.  Gossamer Intrigue, 2004. 
56 x 76 cm.  Etched copper plate in old 
acid and imprinted on Arches paper. 
Figure 58.  Dew Drops on Silk Thread, 2004. 
56 x 76 cm.  Etched copper plate in old acid 
and imprinted on Arches paper. 
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Gossamer Intrigue encourages imagination of the gossamer threads of the spider web 
unfolding behind the protection of two trees.  The gaps of UV light are inviting and 
shine brightly as an attraction to insects to pass through into the web beyond. 
  
The spider web jewelled with dew is a particularly beautiful sight on a frosty morning.  
Effects as in Dew Drops on Silk Thread are visible when silk lines are wet from 
raindrops, dew or frost. (see figs.75 and 76) 
 
Spiderlings Ballooning shows the effect when the small spiderlings climb to a high 
point, lets out a single line thread into the warm breeze and are carried off to find a 
suitable place to weave their webs.  Hundreds, even thousands, of spiderlings are all 
released from the egg sac at the same time and the air can be filled with flocculant 
during this event. (see fig. 68) 
 
Specimen Bags from Field Trips 
Specimens of the Golden Orb-Weaver spider and her web were collected, named and 
tagged for display.  Small items of intrigue can be seen relating to colour of the 
golden silk thread, thickness of different silk lines, how dirty the web becomes and 
what kinds of insects she wraps up in her food line.  The display bags also show some 
tools used during collection. 
 
Spiders were able to be portrayed in a non threatening manner using art photography.  
Camera light settings were used to change the darker more menacing colours to 
lighter shades of purple and aqua blue.  Spiders of other colours, such as opaque 
green, red, white and black, grey and white, wedgewood blue and a sandy yellow 
colour, were also photographed to show the wide variation that exists in colour of 
spiders and could enable testing of effect of colour on perception. (see simulation 
fig.59 and fig.80) 
 
A piece of discarded crushed Perspex was successfully photographed to portray 
ballooning. (see simulation fig.68) 
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Photography was used to show the variation in size, design, colour and placement of 
egg sacs used by the Golden Orb-Weaving Spider to camouflage its eggs.  Three 
completely different egg sacs were photographed for display purposes. 
 
Simulation Works 
Everyday items including pins and paper clips, crystals and pearls from discarded 
clothing and real and made flowers, were used to simulate scientific facts117 118 119 
regarding methods that spiders use to entice prey.  Most simulated works have been 
photographed in conjunction with a copper etched spider web under black light. 
 
Dancing Spider (see fig.59) simulates fine threads of a spider web with glue globules 
along each strand.  A white spider hovers, waiting, while the white UV web threads 
entice prey. 
 
UV light reflecting threads in Visual Ruse (see fig.60) deceive prey and attract it into 
the web.  Added to the deception are four bands or arms that indicate that this is a St. 
Andrew’s Cross Spiders web.  
 
The St. Andrew’s Cross Spider weaves between one and four arms into its web as an 
enticement to insects.  The works St. Andrew’s Cross # 4 (see fig.61) (the simulation 
with four arms) and St. Andrew’s Cross #1, (see fig.62) (web with one arm) simulate 
the pearl-like arms or bands that the St. Andrew’s Cross Spider weaves into the web 
and the effect of UV light.   
 
A web mounted on acetate, and special lighting effects, are used in four works to 
simulate floral arrangements in webs.  They all incorporate a flower as an enticement 
to prey but each flower is unique.  Asymmetry (see fig.63) uses an abstract floral 
arrangement while Symmetry (see fig.64) uses an actual flower.  Camouflage (see 
fig.65 ) and Concealment (see fig.66) use tapestry backgrounds with adorning 
flowers, however, Concealment simulates appearance with UV vision. 
                                                 
117 Craig and Bernard, "Insect attraction to ultraviolet-reflecting spider webs and web 
decorations":pp616-623 
118 Craig, "Limits to learning: effects of predator pattern and colour on perception and avoidance-
learning by prey."pp.1087-1088 
119 Brunet, The Silken Web.  A natural history of Australian spiders.p.52 
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SIMULATION 
              
 
 
   
Figure 60.  Visual Ruse, 2004. 
300 x 220 cm.  Copper etched plate with 
spider web
Figure 59.  Dancing Spider, 2004 
300 x 330 cm.  Spider and web with 
pearls and wire.
 
 
 
Figure 61.  St. Andrew’s Cross # 4, 2004, 300x330 cm 
Copper etched plate with spider web and pearls. 
  
Figure 62. St. Andrew’s Cross # 1, 2004, 
300 x 330 cm. 
Copper etched plate with spider web and 
pearls. 
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Figure 63. Asymmetry, 2004,  
300 x 220 cm. 
Copper etched plate with spider web, 
fluorescent painted pins and caught web 
on acetate. 
Figure 64. Symmetry, 2004, 300 x 220 cm. 
Copper etched plate with spider web, fluorescent 
painted rose, caught web on acetate. 
SIMULATION 
   
 
 
  
Figure 65.  Camouflage, 2004, 330 x 220  cm. 
Floral tapestry, web caught on acetate 
Figure 66. Concealment, 2004, 330 x 220 cm. 
Floral tapestry, fluorescent painted pins and paper 
clip, web caught on acetate. 
Figure 68.  Ballooning, 2004, 330 x 220 cm. 
Discarded crushed Perspex.
 
 
  
Figure 67. Landscape, 2004, 330 x 220 cm. 
Copper etched plate with spider web, 
fluorescent painted handmade paper, spider 
web caught on acetate. 
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Figure 69. Egg Sac # 1, 2004,  
330 x 220 cm. 
Copper etched plate with spider web. 
Figure 70. Wire Windlass, 2004,  
330 x 220 cm. 
Fluorescent painted paper and wire. 
Spiders weave their webs in areas where insects are attracted towards UV light.  The 
created work Landscape (see fig.67 and Front Page) highlights this with webs above 
and below the horizon line and light shining from behind.  It is an abstract impression 
created by simulation, of the world as perceived through UV vision. 
 
Spiderlings ballooning and movements around with assistance of warm breezes is an 
event that is infrequently witnessed.  Even if it is seen it would not be possible to 
photograph it realistically.  Simulation was used to create a realistic view. (see 
Ballooning fig.68) 
 
Egg Sac #1 simulates an egg sac filled with new life and protected by many layers of 
silk to keep predators out and the eggs safe inside. (see fig.69) 
 
Wire and shadows have been used to create Wire Windlass (see fig.70). It simulates 
the unique coiling of the silk inner thread ready for release to absorb impact when 
prey collides with a web. 
 
These simulations are examples of many undertaken to illustrate some fascinating 
features of use of silk by spiders. 
 
Drypoint Acetates Installation 
The drypoint acetate works are in two sizes of 38.5 cm x 47.5 cm or 26 cm x 34.5 cm.  
Each drypoint is a small work or drawing which is part of a larger installation.  These 
drawings are compiled using legend, mythology, scientific fact and observation and 
memories.  Individual works include the myth of Arachne, nursery rhymes, eggs sacs, 
spiderlings, ballooning, web construction, dew drops on fine web silk, a reflection of a 
small web in a dew drop, the windlass and sticky beads and an image of the sun or 
moon (giving light) behind a frost encrusted web. (see figs.71 to 76) 
 
The pale, thread-like, lines which reflect or shadow onto the gallery wall are an 
excellent means of showing a web in nature.   The plates can be overlayed, each 
stratum or level equally visible, giving connection to the layers of the unifying thread, 
the spider and her silk.   For example the egg sac can be shown with the spiderlings 
behind and suggesting that they are about to balloon off.   
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DRYPOINT ACETATES 
   
Figure 72. Spiderlings, 2004. 
26 x 34.5 cm. 
Engraved drypoint acetates. 
 
Figure 71. Egg Sac # 2, 2004. 
26 x 34.5 cm. 
Engraved drypoint acetates. 
   
 
 
 
Figure 73. Arachne, 2004. 
26 x 34.5 cm. 
Engraved drypoint acetates. 
Figure 74. Spider Silk Ingenuity, 2004. 
38.5 x 47.5 cm. 
Engraved drypoint acetates. 
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Figure 75. Winter’s Vision, 2004. 
26 x 34.5 cm. 
Engraved drypoint acetates 
Figure 76. Break of Day, 2004. 
26 x 34.5 cm. 
Engraved drypoint acetates 
It is intended that the drypoint acetate works be viewed in a grid, set approximately 
one centimetre off a background, which will allow a two dimensional or three 
dimensional image effect which is delicate and illusory, but has impact.120   
 
Microscopic Works 
Microscopic images of glue globules, gold and white spiral threads and various web 
lines and threads were taken and enlarged.  Three images are discussed.   
 
Image one shows globules (or sticky glue) joining three thread lines. (see fig. )  Much 
thicker extrusions are made at a join than along the single thread.  The spider spaces 
sticky globules equally along the silk line to make the web sticky but maintain 
flexibility of the web.121 (see fig.77) 
 
Image two shows the golden orb threads as jewel-like and stunningly beautiful.  Many 
rich colours appear in the strand in addition to gold. (see fig.78) 
 
Image three is of a single support line.  Each thread consists of extrusions that look 
much like a single line or pipe.  It appears as if a second line has been laid next to the 
first and smaller threads join them together.  These smaller threads appear to have 
very small drops of glue on them that would assist in capturing and holding prey.  
This image has the appearance of being an abstracted landscape when viewing all of 
the threads that are in and out of focus. (see fig.79) 
 
Collagraph   
A microscopic enlargement of the ingenious silk windlass has been printed onto blue 
chiffon and tracing paper as a small installation called Floating on Warm Breezes.  
The outer cover of the windlass is shown in colour suggesting decoration and the 
chiffon is intended to give an effect of a clear blue sky.  The continuous inner thread 
is printed in the brilliant yellow that bees and insects find most difficult to avoid, 
showing continuity with the thread that it is part of.  Chiffon was used as it is a filmy 
material which wafts in the breeze as does silk. 
 
                                                 
120 Drypoint acetate works photographed on black velvet, allowing visibility with no reflection. 
121 Brunet, The Silken Web.  A natural history of Australian spiders.p.62 
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MICROSCOPIC WORKS 
 
Figure 77. Glue Globules, 2004. 
14.5 x 9.5 cm. 
Microscopic photography of  
Spider silk. 
 
 
 
 
 
Figure 78. Golden Orb Jewels, 2004. 
14.5 x 9.5 cm. 
Microscopic photography of  
Spider silk. 
 
 
 
 
 
Figure 79. Silk Thread, 2004, 
14.5 x 9.5 cm. 
Microscopic photography of 
Spider silk. 
Photography:  Judith Hughes, 2004. © The Artist 
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It is intended that the installation be used to entice viewers into a separate area of the 
exhibition in a similar way to a spider enticing prey into its web. 
 
Conclusion 
The need for such work was reinforced shortly before the conclusion of this study 
when it was reported that a new survey of 1000 adults carried out across Britain found 
that the British are more scared of spiders than terrorist attack (2), snakes (3), heights 
(4), death (5), dentist (6), injections (7), speeches (8), debt (9), and flying (10).122
 
The objective of this study has been deliberately narrow-focused in recognition of the 
overwhelming enormity of undertaking a broader study on use of visual art as a 
treatment for arachnophobia. 
 
While it is obvious that while this body of work is one attempt to educate, fascinate 
and show spiders and their webs as things of intrinsic beauty that can be appreciated, 
admired and understood, there is unlimited scope for visual art works with this 
objective.  The scope of this body of work was limited by available time and not by 
ideas.  My journals indicate that, in addition to the works presented, consideration was 
given to using more abstract works in acrylic polymers, computer designed webs 
using fractals, magic eye art to show camouflage, ‘views through eyes of insects’ and 
works demonstrating impact of colour on fear.  In addition there are many other facts 
that can be represented relating to spiders and their webs and this body of work has 
been limited to the Orb-Weaving Spider. 
 
The opportunities for works are unlimited but can they (or some of them), achieve the 
broader objective of assisting people to overcome feelings of arachnophobia? 
Between the idea 
And the reality 
Between the motion 
And the act 
Falls the Shadow   T. S. Eliot123
                                                 
122 "Spider more scary than terrorists in U.K.," The Courier, 12 October (2004).p.9. 
123 Eliot, T. S., "The Hollow Men",1925. The Complete Poems and Plays of T.S. Eliot London: Faber 
& Faber Ltd. (1969).p.85 
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The broader study would require extensive testing of effectiveness, probably best 
undertaken as part of action research, preferably in conjunction with a psychologist, 
which would enable a loop of feedback, modification, re-exposure and retesting of the 
artwork and the broader hypothesis that visual art is effective in treating 
arachnophobia.  Such an approach might reveal specific factors that could be easily 
addressed through visual art, for example colour of spiders could be a major 
contributing factor to the fear. 
 
During the exhibitions and discussions on my work there have been some positive 
indications that my strategy may succeed.  Following a presentation at the Ballarat 
Fine Art Gallery I was approached by an elderly lady who told me that she had 
purchased an expensive yellow suit but was unable to continue wearing it as each time 
she did so she was inundated with insects.  She now understands why.124  Similarly, 
during a discussion on my work with students at Mowbray College, Melton, a young 
girl was very reluctant to view my work.  When I convinced her that she would be 
safe, and offered to accompany her, she was relieved to discover that there were only 
pictures of spiders and that they were in attractive colours (see fig.80) would appear to 
suggest that the works are a suitable medium for education and that this could 
eventually help to dispel the fear of spiders.125
 
Although much of the work has been seen by a number of people, some of whom 
have a fear of spiders, I have not found anyone who has found the work threatening 
and there has been a very high level of interest. 
 
The study has also had significant impact on my own attitude towards spiders and 
their webs which has changed from reticence to personal affinity.  While it would take 
a heartless person not to empathise with Charlotte from ‘Charlotte’s Web’ I now find 
that I’ve formed a similar empathy for most spiders as a result of the research and 
                                                 
124 Communication, Ballarat Fine Art Gallery, 25 August, (2004) 
125 Ibid, Communication, Grade 2 female, Mowbray College, Melton. Victoria., 12 October (2004) 
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Figure 80.  Sybil (Golden Orb-Weaver Spider), 2004. 
300 x 220 cm. 
Photography:  Judith Hughes, 2004 © The Artist. 
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work undertaken in conjunction with this study – at least I have been convinced by 
self education (as suggested by Hillyard) that spiders and their webs are things of 
intrinsic beauty that can be appreciated, admired and understood. 
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